recognition than the 'new wave' of Ann Hui, Tsui Hark and others. 6 The 'second wave', which also included Stanley Kwan and Wong Kar-wai, emerged from international film schools with strongly transnational and intercultural perspectives. Like Ann Hui and other emerging directors of the 1980s, Law began her career making television films for the government- Exile (1990) , and her 'optic on women' s continuous struggle to unsettle and disrupt the orthodoxies that prescribe relations within the Chinese family as an inherited social institution', 8 she has rejected the label feminist film maker, possibly for tactical reasons.
Song of
Law, a decade later, has similarly defined herself as an auteur in the European tradition, citing the influence of Tarkovsky and Ozu on her work. 9 In answer to a question as to whether she felt any affinity with Hui, Law stated 'I don't feel I have to be bound by territory, or sex … To say because you are a woman you have to feel affinity with certain women directors … is limiting yourself'. 10 It was to escape territorial limitations and the restrictions encountered by women directors in Hong Kong that she migrated to Australia, a decision abetted by the fact that Autumn Moon was very well received at the 1993 Sydney and Melbourne film festivals, 'winning rave reviews from critics and a theatrical release '. 11 Like Hui, Law is concerned in her work with the role of Chinese migrant women as bearers of homeland culture and identity, and this emerges strongly in the character of the Cantonese grandmother in Autumn Moon, who attempts to school her adolescent granddaughter Pui Wai in Chinese traditions of ancestor worship. Law' s own grandmother' s family left China for Macao in 1948. Her family subsequently moved from Macao to Hong Kong in 1967 after the riots relating to the Cultural Revolution, and then migrated to Australia in 1994. 12 Law' s filmic concern with migration, transnationalism, and the search for home and identity also relates to Teo' s description of her as 'belonging to the generation that probably has the most to lose in terms of a bona-fide "Hong Kong identity" as a result of the Chinese take-over in 1997'. 13 In Ackbar Abbas's view, 'almost every [Hong Kong] film made since the mid-eighties, regardless of quality or seriousness of intention', can sustain an allegorical reading of the anxieties of pre-1997 Hong Kong as a principal narrative impetus. 14 But unlike most Hong Kong films made before 1997, Autumn Moon chooses to deal directly with the anxieties of migration, alienation and intercultural understanding prior to 1997 in a more character-based way, portraying a city of migrants that is metaphorically emptied of people. Stephen Rowley has suggested that Law's film focuses on barren, monolithic and featureless modernist architecture in order to represent the alienating aspects of contemporary Hong Kong in terms of a 'widespread emotional malaise'. In contrast, Wong Kar-wai celebrates the seductive surfaces of a postmodern Hong Kong 'through manipulation of camera speed, editing rhythms and other special effects that alter our perception of the rapidity of events: this is extremely successful at conveying the frenzied nature of life in Hong Kong'. 15 The difference in pace between the two film makers could not be more marked, and Law has stated in relation to Wong Kar-wai, 'I hate the busy and colourful and messy Hong Kong'. Fong added that in Autumn Moon they wanted to make a film 'that is something personal to us and close to us [and where] we want to deal with problems of alienation and the search for home'. 16 The film can be read as a fictocritical essay on migration to and from Hong Kong, and the disappearance of and Andres Yeoh argue that 'the special relationship that exists here between people and buildings arises from the lack of natural landmarks and the desperate need to find a sense of identity'. 19 Law' s film primarily explores its characters' search for a sense of identity, but its scrutiny of a transient, depopulated built environment is closer to Cheung and Yeoh's hypothetical suggestion that 'if the many people who continue to apply for foreign passports … were to leave, they would leave behind those true "citizens" of Hong Kong who cannot leave-the buildings'. 20 Tourists, migrants and nomads: autumn moon's topography Autumn Moon deals with the friendship between Tokio, a young Japanese tourist in Hong Kong, and Pui Wai, a fifteen-year-old Hong Kong Chinese girl about to join the rest of her family who have migrated to Canada. Law has referred to both characters as 'modern nomads', but this tends to reduce the significant differences that exist between them. 21 Ien Ang has cautioned against the 'formalist, post-structuralist tendency to overgeneralise the global currency of so-called nomadic, fragmented and deterritorialised subjectivity', suggesting that what Clifford has identified as 'nomadology' 'only serves to decontextualise and flatten out "difference", as if "we" were all in fundamentally similar ways always-already travellers in the same postmodern universe'. 22 What I want to argue here is that there is a considerably simpler, more modernist way of reading the migrant and travelling characters and the Hong Kong topography of Autumn Moon than Yue' s overly theorised, postmodern lenses of a 'pre-post 1997' Hong Kong 'heterotopia', while still drawing on Abbas' s observations about the emergence of a Hong Kong identity at a juncture of disappearance. This is also in keeping with Law' s own distinctly modernist conception of her film making as an auteurist, arthouse cinema of opposition to the prevalent commercial ethos of Hong Kong cinema, which in the case of Wong Kar-wai and others includes more obviously the possibility of postmodern readings.
As self-imposed exiles from the Hong Kong film industry, Law and Fong could not be further from the 'travel of post-declaration Hong Kong cinema to Hollywood' which Yue invokes as evidence of her reading of Autumn Moon' s account of 'the mediation of displacement, the disruption of ontologies and the constitution of transnational diasporic identity'. 23 Strictly speaking, neither Pui Wai nor Tokio are 'nomads': in the course of Autumn Moon, Tokio crosses the threshold between tourism (which, Clifford notes, is 'a practice defined as incapable of producing serious knowledge') and travel (in Clifford' s sense of 'a figure for routes through a heterogeneous modernity'). 24 Pui Wai is in the transitional state of being about to join her family in Canada as a migrant, in Rey Chow' s reading of the term as 'the involuntary passenger-in-transit between cultures, for whom homelessness is the only home "state"'. 25 Abbas has invoked Deleuze and Guattari' s distinction between the nomad and the migrant as 'two very different forms of disappearance' in which the migrant 'leaves behind a milieu that has become amorphous or hostile', which is an apt characterisation of the Hong Kong Pui Wai still inhabits in the film. The nomad, on the other hand, 'does not move ... does not depart, does not want to depart'-a curious description which also fits Pui Wai, in her limbolike state, wishing she could stay in Hong Kong with her friends, most of whom are, however, also migrating. Tokio as a traveller represents 'the hope of … entering the world in full cultural equality' 26 in his dissatisfaction with what Urry has called the 'tourist gaze', based on the desire 'to experience "in reality" the pleasurable dramas they have already experienced in their imagination'. 27 This accounts for the rather stark and brutal bathroom sex scene which takes place after his chance encounter with the aging Japanese emigrant Miki, the elder sister of his first girlfriend, who is working as a journalist in Hong Kong. After his encounter with Pui Wai and her grandmother, Tokio' s rapport with Miki becomes more tender and communicative, as he becomes more aware of his need to make connections with other people. Miki and the grandmother are more stable, 'rooted' characters, from whom Tokio is able to gain a deeper sense of 'heterogenous modernity', while Pui Wai gains an incipient sense of selfethnography from her encounter with Tokio and his fascination with her grandmother; as Clifford has noted, 'Ethnographers, typically, are travellers who like to stay and dig in (for a time)'. 28 The topography that emerges from Autumn Moon is an austerely, lugubriously and predominantly flatly filmed wasteland of both opaque and reflective surfaces. These are sometimes startling in effect, consisting of empty, sometimes characterless facades of buildings, streets and a polluted harbour which arguably achieve considerable resonance through their affective Beat' comprising six one-hour 'home videos' by different Asian directors, all featuring Japanese actor Masatoshe Nagase, who had previously come to international attention in Jim Jarmusch' s Mystery Train (1989) . Nagase was cast to play a private detective who travels to six different Asian countries in order to solve a different crime. Law was sceptical of this project, as she thought the different directors with their different cultural backgrounds would make Nagase' s character 'inconsistent and unbelievable'. In an interview with Miles Wood, she states that the other 'Asian Beat' episodes filmed with Nagase in Japan, Singapore, Thailand, Malaysia and Taiwan were made but 'have disappeared'. 38 Law and Fong calculated that they could use the production money (about $US200,000) to make a 90-minute feature film on 35mm as well as the 60-minute 'home video' the producers wanted. They negotiated the right to make the feature they wanted, edited and produced it themselves as well as directing it, and took it to international film festivals, something they had previously been denied them by Hong Yoshimoto' s cult novel Kitchen, which transposes the book' s Japanese characters to Hong Kong.
Iwabuchi has described this Japanese yearning for Hong Kong in terms of 'Hong Kong's synchronous temporality with Japan'-something Tokio is immediately struck by-which has displaced Japan' s sense of cultural superiority to other Asian nations:
facilitating a more dialogic engagement with other Asian cultural modernities; dialogic in the sense that it involves self-transformation and a re-definition of one' s own culture through selfcritical insights into Japanese modernity and the dominant conception of a Japan/Asia binary. 42 But what Law presents in Autumn Moon is much more a portrayal of Hong Kong as a site of transience, anomie and apparent cultural homogeneity which offers little attraction to the Japanese flâneur seeking consumer pop-cult stimuli. Tokio' s trip to Hong Hong seems largely motivated by boredom, and although he is clearly hoping to experience encounters that generate a 'dialogic engagement', on his arrival there he records a number of synchronous features with Tokyo-the same date (31 August), time, temperature and facades of buildingsand Hong Kong girls, one of whom he engages as a prostitute, seem to him to be just like Japanese girls. In keeping with this synchronicity with Japan, one of our earliest encounters with Pui Wai in the film-after the opening scene in which her parents and brother leave for Canada-is her singing a Japanese pop song on a lounge-room karaoke machine with two of her friends, one of whom is about to migrate to Australia (which occasions Pui Wai' s voiceover 'By the time I'm twenty maybe we could all be married to foreigners'). 
McDonald's as a site of memory
After he establishes contact with Pui Wai, Tokio symbolically throws away his tourist restaurant guide, renouncing his role as tourist, and asks Pui Wai to take him to her 'favourite restaurant … Traditional'. This turns out, equally symbolically, to be an empty McDonald' s, which she defensively explains has 'a long, long history in America', but goes on to reveal is a key emotional site for her, as her most important memories reside there. All her birthdays from the age of one to ten were celebrated there with her extended family and friends, while in the past five years it has provided a place 'to cry' with her classmates (at least until they all emigrate). As Yue extrapolates:
For Tokio, McDonald' s is just a global sign of American imperialism: from Toronto to Singapore to Taipei to London, it is, as his travels have attested to, the same all over the world. The McDonald' s scene, which Yan Zhong Xian has described as 'a wonderful portrait of the loss of a sense of history' also serves to illustrate the importance of memory and history as fundamental to a sense of identity. 58 Abbas has claimed that due to their traumatic history of colonisation, 'Hong Kong people have little memory and no sentiment for the past', but Pui Wai is aware of the need for memories, in contrast to Tokio, who although only in his midtwenties, seems to be something of an amnesiac. 59 He cannot remember if the temperature in Tokyo is measured in Celsius or Fahrenheit, or whether his first girlfriend' s sister is married, or his first kiss, and the 'measuring gaze' of his camcorder seems to function as a recorder of facts, statistics, locations, prices and purchases in Hong Kong that he would otherwise forget. 60 This reliance on Japanese technological means of memorialising things is echoed by Pui Wai' s comment that she has 'become a recording machine' as her family in Canada have asked her to videotape Cantonese-language television programs for them. The loss of memory has wider resonances in the totally modern, functional urban landscape of Hong Kong which the film portrays, where little sense of history has been able to survive. Abbas has suggested that one of the main features of the new Hong Kong cinema is its 'sensitivity to spatial issues, in other words, to dislocations and discontinuities and its adoption of spatial narratives both to underline and come to terms with ... historical anachronism and achronisms: space as a means for reading the elusiveness of history'. 61 Abbas links this with problems of affectivity, and Autumn Moon's scrutiny of the surfaces of buildings and streetscapes, and its characters' searches for mementos and connections with their history, underlines this loss of history which could be read as an endemic feature of the postmodern condition that they are resisting. In an article which reads the film in terms of a portrayal of fragmentation, disjunction and simulation, and the loss of subjectivity, history and a sense of reality, Yan Zhong Xian notes: Hong Kong, although it is a city of 6 million people, has no important buildings of a 'commemorative nature' and possesses no dominating metropolitan open spaces of a commemorative nature. Government departments were established in completely average looking office buildings, and the classical style buildings that remained from the early period of English colonisation have completely disappeared in the process of metropolitan development. This so-called super-modernist city has come about as a result of its need for the development of a relatively high degree of functionality (public transport, economy, housing) and even more as a result of its attitude of regarding its pursuit of a cosmopolitan look as progress and of opposing the classical historical aspect. Autumn Moon makes news of this abundantly clear to its audience. 62 In one of the voice-over monologues that Law and Fong give each of the three main characters in the film, Tokio, perhaps influenced by his use of his camcorder as a 'recording machine', expresses a desire to be interviewed. He lists the subjects that no one has asked him about for a very long time: his home town, brothers and sisters, favourite colour, horoscope, the year he stopped growing up, his shoe size, father' s occupation, grandparents' teeth, first interest in girls' breasts, first lovemaking, the happiest and most painful moments of his life, what he is most afraid of, and what makes life worth living. This monologue, which is addressed to Miki, whom he encounters by chance in an empty square (and first sees through the lens of his camcorder), occasions tears, and expresses his lack of any enduring sense of important memories. Law has justified his series of frenetic sexual encounters with Miki, a journalist working for a Japanese news agency in Hong Kong, in terms of expressing the idea of the body reliving memories, but they also represent a link to home, Tokio' s past and memories of his first love affair. 63 The latter is also invoked by Pui Wai' s conversation with Tokio about her first boyfriend: 'This is a girl in love', Tokio comments in Japanese. Pui Wai tells him of her (seemingly unrequited) feelings for her boyfriend, who is more concerned with emigrating to the USA and studying nuclear physics at university, but Tokio can only tell her of the diminishing of his heartbeat after hundreds of kisses with hundreds of girls (and even with the same girl). Pui Wai runs away when he tells her 'now I can't even remember my first love' s face'. But her overnight trip with her boyfriend to Lantau island-the site of the new Chek Lap Kok international airport completed in 1998, which according to Abbas is 'a kind of city within a city, but a city without citizens, a semiotic or informational city populated by travellers and service personnel'-only reaffirms the transience of their relationship. 64 Pui Wai' s recollections of her grandfather while her grandmother is in hospital provide an opportunity for Tokio to participate in a sense of her personal history in Hong Kong. This is represented symbolically by his holding up an old Chinese suit from an old photograph of Pui Wai' s grandfather at about his age, and by the old cigarette tin, writing materials and one of the grandfather' s landscape painting-the only one that remains since all the others were thrown away when Pui Wai' s grandmother moved to her parents' house. These old family memories contrast with the present, in which Pui Wai' s parents have declared her grandmother to be dead on their immigration papers, a common ploy resorted to in Hong Kong in order to expedite the immigration process. Consequently the identity of the grandmother (who is never named in the film) has been negated along with the traditional Cantonese culture, history and cuisine she embodies, and her monologue, which Tokio dutifully records on his camcorder at her hospital bed, is about her preparations for death. She expresses her desire for a big, comfortable coffin, and to be buried in the Buddhist cemetery. Her main desire is that her children have a long, prosperous and safe life, and she does not want them to return from Canada to see her unless they are 'free'. This selfless concern for her family is made more tragic by our awareness that it is completely unreciprocated, and the grandmother, together with her cat which Pui Wai and Tokio must take responsibility for feeding when she goes into hospital, and the Cantonese opera she falls asleep watching on television, becomes an acute Pui Wai has told him about her parents bringing her to this spot to catch 'delicious' fish when she was small, a family ritual that was discontinued once her father had to earn extra money for migration. This spot by the sea also echoes the news that Pui Wai has received on the phone, that her family have just bought a house by the sea in Canada. Tokio goes on to relate that Pui Wai has told him she has forgotten about her boyfriend, and he has urged her not to, since he has 'forgotten too much', and this sequence also underlines the importance of preserving memories. They light lanterns along the main street of the deserted ghost town, and make little boats, he from paper, following Japanese tradition, she from a papaya skin, in which they float lanterns on the water. They then set off fireworks as Pui Wai' s voice-over records that this will be her last mid-autumn festival in Hong Kong, and she recites all she can remember of a poem her grandfather taught her: 'Faded spring flower, autumn moon /
The past, what do we know of you? / At my home last night the east wind blew-can't remember the rest.' 65 The film ends with a long close-up of their faces looking upwards, illuminated by fireworks, followed by aerial shots of a deserted part of Hong Kong by night. This ritualised conclusion, which has affinities with the similarly ritualistic conclusions of Farewell China and Floating Life, represents an attempt to re-invoke a sense of history and memory, lay to rest anxieties about future uncertainties and express a sense of both belonging and loss which unites the two characters in a cross-cultural ceremony of expiation. Pui Wai' s rite of passage through first love and leave-taking is counterbalanced by Tokio' s overcoming his boredom and sense of familiarity through immersion into aspects of traditional Chinese culture (mainly through Pui Wai' s grandmother) and evocations of his own cultural traditions. His journey in the film corresponds to a progression through tourist stereotypes and superficial classifications and quantifications to a state of understanding and friendship which enables him to gain insights into the transitional state of Hong Kong and the importance of tradition in discovering the routes to a sense of identity that has a connection to personal and historical 'roots'.
Ambient drifting: autumn moon's soundscapes
In an interview about The Goddess of 1967, Law uses the Chinese word hei-fen to invoke the way in which atmosphere and tone in a film combine to generate an understanding of the totality of the situation, events and characters of a film. Music, she argues, plays an important role in this process, and 'film music should be able to work as independently as dialogue in a film … to bring out a lot of things you don't say in the dialogue, which is maybe the subtext, or is just something unsaid'. Film music functions for Law as a way of 'saying something of the inner world of [a] character or … a yearning for a world they do not have', an observation which is particularly appropriate to the use of music in Autumn Moon. 66 Film music remains a comparatively neglected area in cinema studies, 67 despite Schopenhauer' s statement that 'suitable music played to any scene, action, event, or surrounding seems to disclose to us its most secret meaning, and appears as the most accurate and distinct commentary upon it', which is an appropriate evocation of the role film music can play in providing suture and a 'third dimension' to cinematic narrative, situations and characterisation. 68 The music in Autumn Moon is by Tats Lau, who subsequently wrote the award-winning in the first sequence of aerial shots over the city. During the film' s final aerial sequence, he notes, there is a return to 'the heavy depressive music of the film' s beginning, expressing the feeling of sadness of the city and its role. It seems to be giving a sincere, yet helpless description of a kind of "fragmented" spatial image'. 70 This indicates the music' s role in expressing a sense of deracination and alienation in its lack of any cohesive, narrative melodies, which reflects the film' s own minimal narrative. Lau and Wai' s music is used non-diegetically throughout the film, as opposed to the highly diegetic karaoke scene, where Pui Wai and her friends sing a Japanese pop song, credited as 'Without Love' by Pink Cloud. Usually accompanying tracking shots-from the taxi Tokio takes from the airport, for example, or in the aerial sequences-the music combines, road-movie style, with the film' s architectural facades to establish an often lugubrious sense of desertion and emptiness. It is a key atmospheric element in the film' s enunciation of themes of migration, transition and loss of identity.
Given Law and Fong' s subsequent migration to Australia, Autumn Moon and its soundtrack, released more than a year after the film with restructured versions of the three main characters' central monologues set to music, and at least two additional songs not included in the film, can be read as their own rather lugubrious personal swan song to pre-handover Hong Kong.
Autumn Moon expresses an even stronger sense of the postcolonial melancholy and loss which David Eng finds in Floating Life (1999), but its final scene can be read as a highly modernist reconciliation of a fragmented, transient and rootless present with a sense of the importance of memory, tradition and the past. As Fore has pointed out, the film deals with 'fundamentally humanistic notions' and ultimately demonstrates that 'the attempt, individually and collectively, to understand the significance of 1997 is not easily distinguishable from the ongoing, quotidian search for emotional fulfillment, which in turn is not usefully separable from the quest for identity within a culture in a state of crisis'. 71 
